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You have described yourself as an experimental filmmaker.  What does that mean to you?  

Being an experimental filmmaker means you have the freedom to do whatever you want to do, as an artist, with 

more focus on the craft than concern for how audiences will react.

What first inspired you to be a filmmaker and artist?

I started out in photography, which I discovered in high school while working on the school newspaper.  Ultimately 

I transitioned into filmmaking because the field seemed so wonderfully open-ended.  Filmmaking seemed like a 

doorway to so many different things, from doing digital animation to making documentaries in Antarctica.

You have said that, when you moved to Portland from Albuquerque in 1995, the film community here was lethar-

gic.  Is that why you started the Portland Documentary and eXperimental Film Festival?

What I meant was that there wasn’t much grassroots organization among local filmmakers.  They 

seemed to be floating around in their own worlds, unaware of each other.  One of the motivations in 

starting Peripheral Produce and the PDX Film Festival was to create that common ground where 

people could meet and see each other’s work.

Do you use different mindsets for curating (for PDX Fest or Peripheral Produce) versus pro-

ducing your own work? 

I don’t really consider myself a curator.  When I was doing the PDX Fest, I certainly played that role, 

but I had a very simple approach that pales in comparison to real curators.  That is one of the 

reasons I stopped doing it—I just didn’t feel qualified.

How would you describe the community today?

I think I was one of many that helped filmmakers realize they could accomplish a lot on 

their own in terms, instead of waiting for some larger entity to come along and do it 

for them.  If anything, I added some scrappy energy to a community that was already 

brimming with talent.

Your current films include FUTURE SO BRIGHT, which depicts the emptiness of 

abandoned places in the American West, and SOME DAYS ARE BETTER THAN 

OTHERS, which examines the emptiness of human connections.  Aren’t they 

both about loneliness?

I have always been fascinated by discards and cast-offs, the things that people and 

society decide are no longer necessary.  Both projects examine these things but in 

very different ways.  One is narrative and one is an experimental documentary.  My 

works, whether gallery installations or films, tend to be on the quirky, melancholy 

side.

Your films screen in theaters and festivals but also in traditional art galleries as instal-

lations.  How are they different?

In a gallery or museum, a video piece will typical show on a loop, which means your audi-

ence can step into it and away from it at any time.  So as an artist you don’t control what is 

the beginning, middle and end of the piece.  In a theater, the audience sits down and watches 

a piece in its entirety, from beginning to end.  The gallery setting allows an artist to forgo the 

confines of pace and length and explore more detailed, immediate visceral elements of a 

project, whereas the theatrical setting allows the artist to reveal information exactly at the 

time and pace they choose.

What was is it like to have Gus Van Sant take your film self-distribution workshop at the Film 

Center?

Surprising and intimidating!

Can you tell us about the class you are teaching at the School of Film in the fall?

It’s a class for filmmakers who already have their feet wet but who want to know how you go about 

starting a feature length production.  Its a huge step which can be intimidating because the 

stakes are a lot higher.  I’ll be taking everyone through the whole process, from a prospectus and 

business plan, through distribution.  Having been there myself, I’ve got a healthy perspective on 

what it takes to be successful.  There will be a number of industry guest speakers who will talk about 

particular case studies so it all seems real and doable.
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